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v“To create space in architecture is nothing more than to concentrate and refine light.” – Tadao Ando
The Secret of the Shadow: Light and Shadow in Architecture, p64.
Figure 1: Cover Image, Atmosphere of Elation
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Abstract
vii
Throughout history, considered articulation of natural light 
has produced architectural environments that move the 
human spirit. These transient moments in space connect 
people to the external environment and the rhythms of 
nature. In contrast, the harsh flicker of artificial light, 
conveys none of the modulations and rhythms of natural 
light, we have no biological connection to this form of light. 
The use of natural light within the practice and discourse 
of interior architecture should be a primary concern of the 
discipline yet it is often undervalued.
This research challenges the contemporary prevalence of 
homogeneously illuminated interiors to reintroduce light 
meaningfully to the interior environment. Moving beyond 
purely pragmatic means and window sizes, it is argued 
that the quality of light is just as important, if not more 
so, than the quantity of light in the interior. This design 
research seeks to address the articulation of light from 
a qualitative, poetic position while still acknowledging 
sufficient quantities of light within the interior. This research 
proposes to reinterpret interior space to celebrate the 
experience of natural light and develop interventions which 
create a mindfulness of light and a subconscious renewal of 
wellbeing. The interventions aim to elevate the experience 
of space, creating interiors which respond to the daily and 
seasonal rhythms of daylight. 
In order to reconnect interior environments with the 
passage of natural light, this research employs a theoretical 
framework to explore the nature of natural light and create a 
Vocabulary of Light. These techniques suggest a new way to 
approach interior space giving a greater awareness of light 
and a heightened experience of space. The nature of this 
research is explorative rather than conclusive, seeking to 
understand natural light and present spatial moments where 
it has been articulated to enhance interior architecture. The 
study investigates the relationship between light and interior 
space in an everyday setting of domestic space.
viii
ix
Acknowledgements
To my supervisors, Philippe Campays and Christina Mackay, for 
their invaluable knowledge and guidance. 
To my friends and family for their encouragement and support 
these past five years.
xNote: All images are work of the author unless explicitly stated otherwise.
xi
Title Page iAbstract  viAcknowledgments  ixContents  xi
1.0 Introduction   1
1.1 Scope  3
1.2 A Note on Digital Representation  4
1.3 Thesis Structure & Methodology  5
2.0 Study of Light  9
2.1 The Importance of Natural Light  10
2.1.1 Artificial light  11
2.1.2 The Role of Shadow  11
2.2 Vocabulary of Light  13
2.3 Luminescence  16
2.4 Atomisation  22
2.5 Veils  28
2.6 Procession  34
2.7 Canalisation  42
2.8 Evanescence  48
2.9 Atmosphere  54
2.10 Toward Interior Application – Chapter Summary    59
3.0 Light Framework   63
3.1 Introduction  64
3.1.1 Implementation of Framework  66
3.1.2 Context  67
3.2 Rostrevor House  70
3.2.1 Design Intention  75
3.2.2 Outcome – Reflection  100
3.3 The Wellington  102
3.3.1 Design Intention  108
3.3.2 Outcome – Reflection  126
3.4 Reflection  128
4.0 Towards the Poetic  133
4.1 Method of Enquiry  134
4.2 Transitional Space  135
4.3 Transitional Space Reflection  158
5.0 Conclusions and Reflections  161
Bibliography  166Figure List  170
Contents
xii
1Introduction
2The transient phenomena of natural light captures our 
spirit and has the ability to transform our experience of 
architecture. Given that natural light expressed through built 
form has captivated humankind for thousands of years it 
appears desirable to create environments which continue to 
express this. The ease of use of artificial lighting has resulted 
in it becoming a predominant light source of our interior 
environments, yet its much narrower spectrum and lack of 
variability is incomparable to the stimulation of daylight. 
An extensive body of literature has investigated the positive 
pragmatic and poetic effects of natural light. Despite this 
wealth of knowledge confirming the importance of natural 
light, it was found that it is not consistently considered in 
our design processes.
It is no accident that light feels ‘alive’, for it is life-enhancing, 
in a strictly biological sense… Not any light but gently 
rhythmical living light… Being the archetypal light humanity 
has grown up on, it also nourishes the soul, while our 
nourished organs make us feel well.2  
Research has shown that a lack of exposure to natural light 
is detrimental to our general health and wellbeing.3 This 
design research proposes that it is important to design 
with natural light for the purpose of health in everyday 
living environments. A Vocabulary of Light is conceived, 
seeking to create a greater understanding of the use of light 
within interior architecture. Its implementation proposes 
to connect interiors to the daily and seasonal rhythms of 
natural light.
Ever-changing conditions through the medium of light 
can evoke a mindfulness, an awareness, and an enhanced 
experience of space. This connection to space subconsciously 
allows our physical, mental, and spiritual health to be 
enhanced through the inhabitation of these spaces. Within 
the process of creating new interior spaces this design 
research seeks to embed articulation of light more strongly 
to the design process.
3The articulation of light will be explored at an intimate 
scale, engaging spaces experienced as part of everyday life. 
To achieve this the programme of domestic space has been 
selected as a testing ground. The explorative nature of this 
design research results in an evolving view of how best to 
approach this. 
Initial research forms a Vocabulary of Light; techniques 
which will be employed within the design process. Utilising 
this Vocabulary leads to it being arranged into a design 
framework which applies techniques of light at various stages 
of the design process. The design framework will be applied 
to two existing sites to understand how these techniques 
can be applied to space. Seeking further understanding 
moves to a test without existing architectural constraints, 
designing an interior space using insights from the previous 
applications. In doing so the method of applying light 
techniques to interior architecture will be refined.  While 
these sites share a common context of central Wellington, 
their variation provides different outlooks, and different 
existing lighting conditions to respond to. 
This design research considers only the detailed articulation 
of natural light. The framework produced is an integral part 
of this design research and has the potential to inform any 
typology of the built environment. For the purpose of this 
research the framework is only considered in the domestic 
interior. The focus of this research is on the poetic, qualitative 
qualities of natural light. The design interventions will 
seek to articulate these qualities this while still achieving 
sufficient quantities of light in the interior.
This research seeks to offer a series of techniques for the 
design of interior architecture through considering natural 
light. This work does not intend to provide a finalised, 
specific design outcome. It is focused on an exploration that 
will hopefully positively participate to the current discussion 
of design processes in the discipline of interior architecture. 
It does not seek to offer a definitive method of articulating 
natural light within interior architecture but rather presents 
scenarios and moments demonstrating its use.  
1.1 Scope
4This research primarily uses digital technology to represent 
interior architecture and the proposed quality of natural 
light within these spaces. Using 3DS Max and a ‘daylight 
system’ which simulates light for a given geographic 
location4 - for this research; Wellington, New Zealand. 
This research acknowledges the limitations of digital 
technology in the representation of natural light. The 
values of light provided by the software are average values 
based on calculated sun height and direction for that time 
of year. It does not consider other climatic considerations 
such as cloud, rain, fog which would affect the level of 
daylight.
3DS Max simulates both daylight and sunlight in its 
representation of space. Daylight is shown as the diffuse 
light creating the overall brightness related to the time of 
day. Sunlight is directional and brighter, the location of its 
appearance in an interior changes over the course of a day 
or season.
However, the advantages of digital simulation and 
representation include the ability to test a range of times 
easily and consistently making it suitable for this research. 
The use of digital media in representation will be reflected 
upon throughout the research.
Figure 2: Illustration of daylight versus sunlight as represented by 3DS Max. 
Daylight in the image is shown by the red gradient. Areas of direct sunlight are 
marked by the red outline. The dotted line shows an area of reflected sunlight.
1.2 A Note on Digital Representation
5Following this introduction Chapter Two is comprised 
of two sections seeking an understanding of natural light. 
The first section is concerned with the theoretical notions 
surrounding light within the examined literature. It will 
detail the importance of natural light as opposed to artificial 
lighting and explains the choice of this thesis to focus on 
light and not its counterpart shadow. 
The second section employs a theoretical framework 
informed by the writing of Henry Plummer and Marietta 
Millet. The selection of two key texts furthers the general 
discussion of light in the first section. This section  will 
explore natural light as its own entity through theoretical 
understanding, case studies, and design experiments. This 
exploration proposes a Vocabulary of Light to be applied to 
interior spaces. Plummer’s book The Architecture of Natural 
1.3 Thesis Structure & Methodology
Light provides critical illustrations and classifies seven light 
techniques; Luminescence, Atomisation, Veils, Procession, 
Canalisation, Evanescence and Atmosphere. These techniques 
establish a way of analysing and categorising the design 
research. The second text, Light Revealing Architecture 
by Marietta Millet, enabled a deeper examination of 
Plummer’s techniques when aligned with Millet’s sections 
Light Revealing Form, Light Revealing Space, and Light 
Revealing Experience. Identifying both these texts from the 
commencement of the research provides a strong base.  
Chapter Three discusses the development from the 
Vocabulary of Light to interior application. This takes the 
form of a framework for using light in the design process. 
The research thus far presented techniques of light which 
could theoretically be applied to any site or programme, this 
EvanescenceProcessionLuminescence Veils Canalisation AtmosphereAtomisation
Figure 3: Illustrations of Plummer’s techniques of light.
6chapter discusses the context in which the framework will 
be tested (the domestic interior) before presenting two sited 
applications. Each design is briefly discussed, with a full 
reflection concluding the chapter. 
Chapter Four presents the final articulation of light as a 
critique and refinement of the previous applications. This is 
an unsited application produced through refinement of the 
Vocabulary of Light. 
Chapter Five presents a critical discussion on the design 
outcome and the methodology of articulating light within 
this research.  
End notes
1 Fred Pearce, “A Breath of Fresh Air: Windows in 
a More Natural Environment,” Daylight and Architecture 
Magazine Spring 2010, no. 13 (n.d.): 22.
2  Christopher Day, Places of the Soul: Architec-
ture and Environmental Design as a Healing Art Second 
Edition (Oxford: Architectural Press, 2004), 21.
3 Mohamed Boubekri, Daylighting, Architecture 
and Health: Building Design Strategies (Amsterdam; 
Boston; London: Routledge, 2008), 54.
4  Autodesk 3DS Max, “Sunlight and Daylight 
Systems,” Autodesk Knowledge Network, December 
2014, http://knowledge.autodesk.com/support/3ds-
max/learn-explore/caas/CloudHelp/cloudhelp/2015/
ENU/3DSMax/files/GUID-DC2CF460-BE73-409B-
8A3D-8ECE9CB47EC1-htm.html.
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9Study of Light
10
Familiar and simple, yet entrancing and never the same, 
the play of light around us makes the world endlessly 
compelling.1
Central to this research is an understanding of natural light 
with the aim to articulate it poetically and pragmatically in 
interior architecture. This chapter discusses the importance 
of natural light and the benefits of this method of lighting. 
The theoretical study of light extends into the second half of 
this chapter where it is considered further through practice 
and design experiments. This exploration into natural 
light  concludes by discussing the translation from these 
investigations to application for interior architecture.
 
A review of the literature on natural light confirms its 
importance within interior architecture. In Art and Visual 
Perception: A Psychology of the Creative Eye Rudolf Arnheim 
writes:
 
without light the eyes can observe no shape, no colour, no 
space or movement.2 
Natural light enables us to connect to where we are. Light 
has the ability to determine the atmosphere or mood of a 
place. Millet proposes that each particular place has its own 
quality of light, the changes that take place over time, create 
distinctive patterns of diurnal and seasonal change.3 Here, 
Millet references natural places yet the same qualities can be 
perceived in well considered interior spaces. In addition to 
connecting us to place, our biological rhythms are attuned 
to the rhythms of natural light. Plummer writes in Poetics 
of Light:
 Our energy levels rise and fall with light’s daily and 
seasonal fluctuations. Almost the entire world around us 
is also brought alive by dawn, rising and falling with light’s 
oscillations, reinforcing the ebb and flow we sense inside.4 
 
This biological connection to the rhythms of daylight 
impacts strongly on our sense of wellbeing. The ability of 
interior space to influence our health is a key contention of 
author Christopher Day who asserts that both the quality 
and quantity of light have life giving elements, central to 
our wellbeing.5 There are numerous psychological processes 
which require natural light,6 and not just a moment of natural 
light, but the modulating rhythms of days and seasons.
2.1 The Importance of Natural Light
11
Artificial light is a single tiny moment in light and can never 
equal the nuances of mood created by the time of day and 
the wonders of the seasons. – Louis Kahn7
As illustrated by Louis Kahn the use of natural light can 
strengthen our connection to place and life in a way which 
artificial light cannot. Arnheim argues that artificial light 
flattens our surroundings producing environments which 
appear inanimate.8  In addition to this, artificial light does 
not convey a full spectrum of lighting quality and intensity, 
this variation is required by our biological systems to fully 
function.9 Day comments that the even light and restricted 
colour spectrum of artificial lighting can cause headaches 
and eye strains, exacerbate stress and distort development.10
The apparent effortlessness of artificial lighting is conflicted 
by these concerns. This research acknowledges that while 
artificial light now plays an indispensable role in the design 
and inhabitation of our interior environments - particularly 
its use at night-time, and in environments requiring a high 
level of precision task lighting - it should be considered as a 
complementary source to natural light – not a replacement.
2.1.1 Artificial Light
The one conceals, the other displays. The two are bound to 
substance in a permanent partnership.11
This thesis places its emphasis and focus on the articulation 
of natural light. It considers shadow, the other half of this 
dichotomous relationship, as a phenomenon occurring as 
the result of light. This is a similar position to Le Corbusier 
who proposed that shadow does not possess a significance 
of its own, except as a counterpart to light.12 These strong 
sentiments are mediated by an acknowledgement of the 
role shadow plays in enhancing the transient nature of light. 
The modulations caused by the relationship between light 
and shadow appear to be missing from much of modern 
architecture, with the focus on homogeneously illuminated 
spaces. Steen Eiler Rasmussen writes in Experiencing 
Architecture: 
a climax is created by letting a small dimly lighted room 
follow a brilliantly lighted one.13 
This encourages the inclusion of shadow in architecture. This 
thesis does not advocate that shadows should be banished 
2.1.2 The Role of Shadow
12
from the built environment. The considered articulation of 
natural light must also involve knowledge of the shadow 
which supports it. 
Thus far this chapter has outlined the theoretical arguments 
behind the position of this research. Outlining the importance 
of natural light within our environments through literature 
is incomparable to the personal experience of natural light. 
Now the research moves from explaining why natural light 
should be considered, to how to express it within interior 
architecture.
End Notes
1  Henry Plummer, “Building With Light,” Archi-
tectural Design: Light In Architecture 67, no. 3/4 (April 
1997): 16–21.
2  Rudolf Arnheim, Art and Visual Perception: 
A Psychology of the Creative Eye, Rev. and expanded ed. 
(Berkeley California, London: University of California 
Press, 2004), 303.
3  Marietta S Millet, Light Revealing Architecture 
(New York: Van Nostrand Reinhold, 1996), 6.
4  Henry Plummer, Poetics of Light, A + U Extra 
Edition (Tokyo: A + U Publishing, 1987), 13.
5  Christopher Day, Places of the Soul: Architecture 
and Environmental Design as a Healing Art Second Edi-
tion (Oxford: Architectural Press, 2004), 180.
6  Ibid., 87.
7  First Unitarian Church, “Louis Kahn’s First Uni-
tarian Church,” First Unitarian Church of Rochester NY, 
2014, http://www.rochesterunitarian.org/Building_desc.
html.
8  Arnheim, Art and Visual Perception: A Psychol-
ogy of the Creative Eye, 315.
9  Carol Venolia, Healing Environments: Your 
Guide to Indoor Well-Being (Berkeley California: Celestial 
Arts, 1988), 50.
10  Christopher Day, Places of the Soul: Architecture 
and Environmental Design as a Healing Art Second Edi-
tion (Oxford: Architectural Press, 2004), 59.
11  Deutsches Architektur Museum, ed., The Secret 
of the Shadow: Light and Shadow in Architecture, n.d., 65.
12  Ibid., 73.
13  Steen Eiler Rasmussen, Experiencing Architec-
ture, 2ed ed. (Cambridge Massachusetts: M.I.T. Press, 
Massachusetts Institute of Technology, 1962), 194.
13
Vocabulary of Light
14
To further understand natural light, this section follows 
Henry Plummer’s taxonomy described in The Architecture 
of Light. Primarily examined against Marietta Millet’s text 
Light Revealing Architecture, together they contribute to 
the foundation of this design research. Design experiments 
test and extend the ideas of the literature to gain a first-
hand understanding of the articulation of light. These 
experiments are inherently subjective as the focus of 
this research, and the texts studied, is the qualitative 
effects of light. Both physical and digital tools are used 
in these experiments, selected in regard to the aims of 
each experiment. Case studies complement each section 
to demonstrate each light technique. These works have 
articulated natural light independent of Plummer’s 
classification.
Figure 4 outlines the structure for this chapter, identifying 
the connections made between the two texts and the 
progression from theoretical analysis to design experiments.
15
Light Revealing ExperienceLight Revealing Form Light Revealing Space
3.6 Evanescence3.4 Procession3.1 Luminescence 3.3 Veils 3.5 Canalisation 3.7 Atmosphere
Experiments
Light Revealing 
Architecture
Marietta Millet
e Architecture of 
Natural Light
Henry Plummer
3.2 Atomisation
Case Studies
Figure 4: Structure of investigation for Vocabulary of Light.
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2.3 Luminescence
The investigation into Luminescence found a particular 
interest in the relationship between light and opaque 
materials. 
Luminescence is defined by the Oxford Dictionary as the 
emission of light by a substance that has not been heated.1 
Linguistically this appears very similar to the idea of ‘glow’, 
defined as: to give out steady light without flame, have 
an intense colour and a slight shine.2 Plummer defines 
Luminescence as:
the capacity of light to penetrate matter and temporarily 
produce an inward glow and intensity… and make them 
shine with an elevated beauty and a sense of being more fully 
alive.3 
This alludes to a shine created within materials or a faint 
sparkle, experientially quite different to the qualities we 
associate with glow. Gabby O’Connor’s installation What 
Lies Beneath illustrates this where light through dyed 
paper is illuminated and imbues the room with a blue 
tone. 4 It is thus proposed that Luminescence allows for the 
Figure 5: What Lies Beneath, by Gabby O’Connor.
Exp rience Experience Form Form  Form Space Space
17Figure 6: Lady of the Angels Cathedral by Rafael Moneo.
manifestation of light and the appearance of glow within 
materials. This is found through light falling on a surface, 
but also light shining from behind opaque materials as in 
Rafael Moneo’s Lady of the Angels Cathedral.
Both Plummer and Millet indicate that the articulation of 
light is strongly dictated by the materials the light is acting 
upon or through, Millet discusses that materials have the 
ability to affect both the quality and quantity of light.5 Thus 
the tangible aspects of the interior assist in understanding 
the intangible qualities of light. Millet proposes that light 
can emphasise the form of a room, defining its surfaces and 
boundaries.6 While Plummer speaks of Luminescence in 
highlighting specific areas of an interior, this idea suggests 
that this type of light can organise and emphasise larger 
areas of space.
18
There are two elements that create Luminescence in the 
concrete interior surfaces in Tadao Ando’s Ito House. Firstly, 
the impressions created in the concrete by the formwork; 
the stamp of plywood sheets and the holes created by steel 
ties7 create layers of modulation and texture on the surface. 
Secondly, a latex sheen absorbed from paint on the 
formwork and a silicone finish result in a soft lustre8 
imbuing the typically dull concrete with a satiny glow. The 
concrete surfaces are illuminated by natural light from the 
windows, and occasional slits in the wall highlighting this 
effect at certain points. The modulations in the surface allow 
the light to be captured in different ways along the wall. This 
demonstrates the use of both texture and surface finish as 
important concerns in creating Luminescence.
Case Study: Ito House (1990)
Figure 7: Ito House by Tadao Ando.
19Figure 8: Luminescence experiment one.
Millet discusses traditional Japanese Shoji screens as a 
material that allows light to pass through, diffusing the 
light,9 creating a dim Luminescence. Experiment one 
explored this by observing the effects of daylight through 
cotton fabric. The number of layers of fabric were increased 
to examine how the luminescence changed. Captured 
through photography, with increased layering the quality of 
the luminescence became dimmer and the resulting colour 
deepened. The six outcomes retained the discussed qualities 
of Luminescence, a contained glow of light within the fabric.
Many illustrations of Luminescence utilise relief or ingraining 
of a material. Experiment two questioned whether this 
actually enhances Luminescence, or simply creates greater 
tonal contrast. Enhancing the grain on timber veneer (figure 
9) appeared to have little effect on the overall Luminescence. 
A roughly plastered surface however (figure 10) showed 
Luminescence which was only apparent because of the relief 
surface.
Both opaque and translucent materials can be luminescent, 
produced either by shining light from behind or upon 
Experiments
One layer Six layers
Two layers Eight layers
Four layers Ten layers
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the material. Thus far it is perceived that Luminescence is 
more captivating when appearing as the result of light 
shining through a material creating layers of depth within 
the material, moving it past being a surface texture. This 
suggests that light upon a surface enables it to glow, whereas 
light through a surface creates a Luminescence that appears 
within the material.
The ability of Luminescence to be created within both opaque 
and translucent materials creates a range of opportunities 
to be employed spatially. Luminescence is perceived most 
clearly when light shines through material, inviting a 
complex layering of spaces and surfaces. This technique 
creates a heightened awareness of the materiality of space 
and enhancing the experience of the interior.
Without enhancing grain With enhanced grain Without enhancing grain 
- light from behind
Figure 9: Luminescence experiment 2A timber veneer.
Luminescence in plaster Areas of Luminescence
Figure 10: Luminescence experiment 2B plaster.
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2.4 Atomisation
Atomisation is primarily concerned with the relationship 
between light and perforated materials, and how this can 
conceal or reveal form. 
Atomisation is defined by the Oxford Dictionary as 
“converting (a substance) into very fine particles or 
droplets”10 and by Plummer as “the sifting of light through 
a porous screen.”11 Atomisation is most commonly 
encountered through perforated solid screens which blur 
the limits between solidity and translucency. Explained 
succinctly by writer Italo Calvino as: 
Lightness attained by a ‘subtraction of weight’ in order to 
dissolve the solidity of the world.12 
We see the process starting with a solid material and the 
perforations into this material admit light introducing the 
atomising effect. While Atomisation is commonly perceived 
through meshes and screens, it is also seen in projects such 
as Herzog & de Meuron’s Central Signal Box where parallel 
cladding members blur the solidity of the building.
Figure 11: Central Signal Box by Herzog & de Meuron.
Experience Experience Form Form  Form Space Space
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Plummer proposes that Atomisation excites the viewer’s 
imagination, through half-sketched views which require us to 
complete the picture. Millet considers that light can be employed 
to either emphasise or dematerialise architectural form. It is 
proposed that through this understanding of Atomisation the 
juxtaposition of form and light, could dematerialise form. The 
result, a form created by and for light rather than forces of 
gravity.13 
24
The interior of the TEPIA science centre14 is spatially divided 
by metal screens which dematerialise the boundaries between 
different spaces. The reduction and perforation lends a sense 
of weightlessness to the interior. When screens are used this 
way the dematerialisation of successive boundaries creates 
a deeply layered space. Vague transparencies are created 
by the multitude of spaces the viewer is looking through.15 
In this example, Atomisation dematerialises the form of 
the spatial boundary. This dematerialisation is enhanced 
with specific lighting conditions, but the TEPIA centre and 
many of Plummer’s illustrations of Atomisation appear to be 
created purely through the perforated screens.
Case Study: TEPIA Science Centre (1989)
Figure 12: TEPIA Science Centre by Fumihiko Maki.
25
Experiment one examined levels of porosity to test the 
dematerialisation of space and where this best occurs. 
Digitally, an interior view is overlaid with different screens. 
More porous screens allowed sufficient views through while 
still partially obscuring the space, thus creating the sense of 
dematerialisation.
Atomisation is generally discussed in reference to material 
rather than light. Little is said about the qualities and 
quantities of light required to enable this. A thin wire mesh 
was tested under different light conditions and intensities 
to see if light levels can affect the quality of Atomisation. 
(figure 14) This experiment was most successful when light 
was shone from behind the screen, a patch of brightness 
appeared on the screen altering how it was viewed. 
Experiments
Figure 13: Atomisation experiment one.
26 Figure 14: Atomisation experiment two; A- diffuse daylighting upon a screen, B - 
strong sunlight upon a screen, C, sunlight from behind a screen.
A.
B.
C.
27Figure 15: Atomisation experiment three.
Experiment three considered a more three dimensional 
application. It aimed to create a form that embodied the 
technique of Atomisation similar to the louvres of Herzog 
& de Meuron’s Signal Box. Again this experiment was 
unsuccessful leading to the conclusion that Atomisation is 
an effect that materials have on light. 
These experiments concluded that Atomisation is a 
particularly difficult technique to achieve. None of the 
experiments were able to achieve Plummer’s ‘sifting of light’, 
yet they were successful in dematerialising interior views – 
the other element of Atomisation. 
28
Similar to Atomisation, Veils is concerned with light 
dematerialising form. While Plummer’s book chapter 
is entitled Veils of Glass, this research considers other 
transparent or translucent materials as well, for example 
Peter Zumthor’s Kunsthaus Bregenz. 
A Veil is a thing that conceals, disguises, or obscures 
something,16 this is illustrated in the Glass Pavilion at the 
Toledo Museum of Art by SANAA. Here, multiple layers of 
clear glass mix together images of the interior and the exterior 
creating obscure reflections.17 Plummer’s elaboration on the 
title as ‘the refraction of light in a diaphanous film’18 expands 
on this definition. Diaphanous is defined as light, delicate, 
and translucent.19 Use of the word refraction, further implies 
interaction of light with this material. Plummer focuses on 
ambiguity and mystery - the poetic values of glass as a veil, 
as opposed to its pragmatic use as a transparent material.20 
Similarities are drawn between Veils and Atomisation in 
that they both alter the perception of the viewer through 
distortion. Their resulting appearance has a visual 
2.5 Veils
Figure 16: Kunsthaus Bregenz by Peter Zumthor.
Experience Experience Form Form  Form Space Space
29Figure 17: Glass Pavilion, Toledo Museum of Art by SANAA.
component that must be created by the viewer. The reflective, 
refractive qualities which physical veils possess strengthen 
the poetic articulation of light as it passes through them.
The effect of diaphanous, manipulated films often results in 
us interpreting spatial qualities differently. Millet proposes 
that: 
Light cannot be perceived without form, but conversely form 
cannot be understood without light. Our sense of space is 
dependent on the way light reveals the space to us.21 
This is an important notion in relation to Veils under the 
modulations of daylight. The changing daylight will result in 
different qualities through the veil altering the perception of 
space. This is a tool interior architects can use to manipulate 
and enhance a spatial experience.
30 Figure 18: Argonne Pavilion II by Dan Graham.
One of the primary aspects of a veil is to conceal the form 
beneath it. Dan Graham’s pavilions achieve this not through 
masking what is beyond, but by redirecting perspective. The 
double-sided, semi-reflective, semi-transparent mirrored 
surfaces create double spaces which open up even more 
multiplicities of space.22 
A key aspect of Argonne Pavilion II is its outdoor siting. Its 
position results in the reflective qualities of the pavilion 
being altered by the ever-changing natural light,23 creating a 
great variety of experiences in the pavilion. This multiplicity 
of experience ensures that light is a key component in the 
revealing and concealing of space.
This pavilion shows the importance of considering the 
reflective qualities of a veil under different lighting qualities, 
a consideration for interiors subject to changing daylight.
Case Study: Argonne Pavilion II (1998)
31
Plan Elevation
Figure 19: Veils Experiment one - transparent veils.
Veils were investigated to test their response to light and 
manipulation. Experiment one took sheets of plastic film and 
manipulated them before placing them in an interior setting 
to be photographed. Transparent veils produced interesting 
effects in terms of shadows, reflections, and refractions cast, 
highlighting aspects of space while concealing others. The 
more fragmented the veil, the more these reflections created 
a poetic effect. 
Experiment two (figure 20) performed a similar series of 
manipulations with translucent plastic film. Translucent 
veils are much more effective at concealing space and 
provide fewer opportunities for intriguing reflections 
and refractions of light. They were also found to be more 
variable under different light directions, appearing opaque 
when light was directed upon them, and slightly transparent 
when light was directed through.
A veil starts to introduce atmospheric qualities into the 
space through its fragmentation and transparency or 
translucency. It shows qualities of the space surrounding 
the veil but imparts different poetic qualities depending on 
how light interacts with the veil. The different experiences 
created by transparent and translucent veils may guide them 
towards different interior applications. 
Experiments
Photograph
32 Figure 20: Veils experiment two - translucent veils.
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Procession is concerned with the ordering and directional 
capabilities of light. The following experiments test three 
prominent forms of Procession – focus, hierarchy, and 
movement.
Plummer’s interpretation of Procession as ‘choreography of 
light for the moving eye’24 is concerned with the perception 
of space and human tendency to be drawn to light. Literally, 
Procession is the action of moving forward in an orderly way25 
but many of the spatial scenarios where this is employed 
do not provide a single route moving forward, rather they 
create a hierarchy of adjoining spaces. The aim of Procession 
in architectural spaces is to aid free flowing movement 
through space, identifying to the user the position of the 
next space in the sequence.26 Architect Sverre Fehn uses 
the opposing orientation of North and South facing rooms, 
and their different light qualities to guide visitors through 
the Ivar Aasen Centre.27 The varying light qualities used 
to identify different spaces results in a sequence of varying 
spatial moods. 
Figure 21: The Ivar Aasen Centre by Sverre Fehn.
2.5 Procession
Experience Experience Form Form  Form Space Space
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Millet emphasises the importance of light in connecting, 
defining, and guiding the user through space. The notion that 
our perception of space is defined by the way light reveals it to 
us, and of light being used to define the physical boundaries 
of space28 are continual themes throughout Millet’s writing. 
In addition to this light can aid in orientation when it 
highlights an established formal hierarchy.29 Millet states 
that the organising properties of light can be used to define 
a focus in space, reinforce hierarchy of spaces, or encourage 
movement through a space.30 These are essentially three 
predominant forms of Procession which have various 
applications in space.
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Zumthor’s acclaimed Therme Vals use Procession of a 
seductive quality to guide visitors through the baths. Aiming 
to induce a sense of freedom of movement,31 the type of 
movement encouraged is that of strolling, meandering, 
sauntering – relaxed forms of movement which are well 
aligned with the programme of a bath house. The Procession 
starts through dim interior spaces which make the visitor 
long for the lightness which they will eventually encounter.32 
Trails of light which appear from the ceiling, and around 
corners pull the visitor from space to space33 but without 
any sense of urgency, potentially more a sense of curiosity 
of the next quality to encounter. Zumthor creates Procession 
through focus points and also using light to encourage 
movement through the space. These two strong elements of 
Procession form a strong basis for organising interior space.
Figure 22: The Therme Vals by Peter Zumthor.
Case Study: Therme Vals (1996)
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As stated above, the three main forms of Procession are:
	 •	to	create	a	focus,	
	 •	to	create	a	hierarchy	of	spaces,
	 •	to	encourage	movement	through	space.	
Creating a focus in space through light is the easiest of the 
three forms of Procession. It is well established that our eyes 
are drawn to the brightest or most distinctive elements in a 
space inciting movement towards them. 
Once a focus is established, a hierarchy of spaces must be 
employed to create an overall space which can be navigated 
and understood. (figure 24-26)
Examining the ability of light to affect speed and ease of 
movement through space is the final consideration of 
Procession. (figure 27,28) Movement towards focal points 
is generally straightforward and thus was easy to map. 
Contrasting this, evenly illuminated spaces provide little 
impetus to engage movement resulting in an indirect 
meandering through space. Dimly lit spaces further reduce 
ease of movement by concealing spatial boundaries.
Experiments
Figure 23: Light creating a focus in space.
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Figure 24: (top) coloured light achieves focus by providing spatial 
distinction.
Figure 25: (middle) Hierarchy is created through relative brightness 
between spaces. One area has visual dominance but other areas are 
still illuminated to the inhabitant. 
Figure 26: (bottom) Hierarchy can also be achieved by highlighting 
spatial boundaries (walls) rather than areas of space. 
The utilisation of Procession within interior environments 
is extremely useful in environments which require multiple 
rooms or spatial zones. Enhancing the ease with which 
people move through space is a desirable technique to 
employ. This technique informs how space is revealed to 
occupants and how they experience an overall spatial layout. 
Focus
Hierarchy 1
Hierarchy 2
Hierarchy
Focus
39Figure 27: Movement through space.
main focus / movement
secondary focus / movement
40 Figure 28: Hesitant movement through diffusely lit spaces.
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The investigation into Canalisation found a particular 
interest in the transmittance of natural light to internal 
spaces. 
Canalisation is defined by Plummer as the channelling 
of light within buildings, primarily to introduce natural 
light into deep interior spaces.34 This technique conceives 
the building as a hollow mass where routes for natural 
light are carved out. While Canalisation is a pragmatic 
lighting technique, the quality of light is also of concern, 
its appearance within interior spaces is determined by its 
paths.35 Canalisation is enabled through double walls, 
and reflective surfaces which allow light to bounce from 
perimeter spaces into the interior. Steven Holl has created 
several architectural works which effectively employ 
Canalisation including Simmons Hall at Massachusetts 
Institute of Technology. Holl views the building as a cubic 
volume hollowed by infinite self-embedded holes, primarily 
seen in section bringing natural light to the depths of the 
interior. 36 (figures 29,30)
2.7 Canalisation
Figure 29: Simmons Hall by Steven Holl.
Experience Experience Form Form  Form Space Space
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Millet supports this idea of Canalisation being the merging 
of pragmatic and poetic qualities of light. She promotes 
natural lighting of interior spaces to connect us to the 
greater environment,37 and the importance of the wall in 
moderating exterior conditions as a concern of interior 
architecture. In addition, the presence of natural light when 
we are not expecting it enhances this connection.38 Both 
these emphasise the importance of Canalisation within 
buildings, and particularly within large spatial volumes that 
would typically include no natural light at their core. 
Figure 30: Canalisation in section: Simmons Hall by Steven Holl.
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The vibrant use of natural light within this chapel 
materialises from hidden light sources. Conceived as a 
stone vessel holding seven “bottles of light”39 Holl utilises 
these vessels to transmit and preserve natural light during 
the day. This is made possible through the use of channels 
with offset openings between double walls.40 The inner faces 
are painted with intense hues which imbue the natural light 
with strong colours when it reaches the interior spaces. The 
articulation of these layered walls gives control in creating 
different qualities of light from bright bands to soft muted 
glows. This example is focused on the poetic atmosphere 
of light achieved through Canalisation while still providing 
daylight. 
Case Study: Chapel of St Ignatius (1997)
Figure 31: Chapel of St Ignatius by Steven Holl.
45Figure 32: Canalisation experiment one.
Experiments
Canalisation is primarily concerned with allowing light to 
enter deep interior spaces, these experiments are strongly 
focused on the relationships between apertures. Experiment 
one explored dual linings between exterior and interior, 
successfully transmitting light to the interior producing a 
glowing field of light. 
While this is successful for lighting semi perimeter spaces, 
the more innovative applications of Canalisation channel 
light through multiple thresholds, producing a poetic 
layering of light. Experiment two explored this through a 
small physical model with a layering of apertures. Through 
this it is seen that Canalisation can effectively transmit 
natural light to spaces which are visually completely divorced 
from the exterior. This is an important consideration for the 
interior architect as it means natural light is still a viable 
option.
The analysis of Canalisation positions it as a technique of 
light which has both poetic and pragmatic potential. This 
quality of spatial layering illuminates interior space while 
maintaining a connection to the exterior. This technique 
has further pragmatic applications in any interior with deep 
floor spaces.
Perspective Axonometric
46 Figure 33: Canalisation experiment two. Figure 34:  Canalisation experiment two assembly 
showing layers of space.
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Evanescence discusses the relationship between light 
and time. Experiments test the ability of Evanescence 
to extend beyond the play of light across surfaces. 
Defined by Plummer as the orchestration of light to mutate 
through time,41 Evanescence is the carefully articulated 
movement of light through a space over time. Further, 
it is defined as: soon passing out of sight, memory, or 
existence; quickly fading or disappearing.42 This highlights 
the transient nature of this technique. Evanescence creates 
a dynamic spatial experience; objects and forms take on 
moods derived from the weather or hour of the day, they 
cast shadows as palpable presences, which thin or deepen, 
sharpen or soften, over the course of the day.43 This 
expression of dynamic shadow play can be seen in Juha 
Leiviska’s Mannisto Church, where interior elements create 
an orchestra of shadows. The movement associated with 
Evanescence reconnects spaces to the daily and seasonal 
rhythms of light.
Both Plummer and Millet discuss the difference between 
measurable time, and experienced time. It is proposed that 
Figure 35: Mannisto Church by Juha Leiviska.
2.8 Evanescence
Experience Experience Form Form  Form Space Space
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our experience of time, perhaps through experience of light, 
is different to the measured time of days. Experienced time 
is enabled by human memory which enables qualities of 
the past to be bought into the present, and simultaneously 
allows many moments to be condensed into a single intuitive 
memory.44 Millet emphasises this through a connection 
between light and place. The patterns of light we experience 
for an extended period of time have meaning to us, and 
inform our experience of the place.45 Biologically, we are 
attuned to the change of light through the changing seasons 
but our increasing use of artificial light, risks losing this 
connection.46 James Turrell an artist who often works with 
light demonstrates this through his skyspaces where visitors 
are solely focused on the experience of natural light through 
single apertures within a space.
Figure 36: Light Reign by James Turrell.
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The Water Temple employs several example of transient 
light within its form. The use of large concrete walls creates 
a dramatic play of light and shadow, light slips down the 
stairs of the building as the day passes. This is contrasted by 
the inner space of the temple where the surfaces are stained 
vermillion.47 This sanctuary is highlighted at the end of 
the day as light pours through a single aperture creating a 
dramatic end to the day, the holy space imbued with a red 
glow. Richard Pable who has photographed much of Ando’s 
work spoke specifically of this work in regard to the myriad 
of variations of light and space experienced by journeying 
through the architecture.48 The combination of subtle 
changes on the outside of the temple, and the dramatic 
change of light that occurs within the sanctuary create 
dramatic experience for the visitor. 
Figure 37: The Water Temple by Tadao Ando.
Case Study: The Water Temple (1991)
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Examining Evanescence aims to extend this technique 
beyond the play of light across surfaces. This investigates 
ideas of experienced time and the relationship between light 
and memory.
Experiment one investigated Evanescence and its ability to 
reveal space over time. This was successful at several time 
scales; over the shorter period of an hour, a single element 
could be revealed and again concealed. Also over a full day 
various aspects of the room were revealed creating different 
experiences in the space. (figure 39) 
The second experiment explored this idea but positioned 
apertures in the wall as opposed to ceiling. (figure 40) 
This application showed an interesting difference in the 
movement of light, with light receding from the space over 
time, inciting the imagination to question when it will 
return.
Evanescence is a light technique strongly concerned with 
spatial experience and the effects of time. The multiplicity 
of experiences generated by this technique results in 
dynamic spaces. It has been shown that Evanescence has the 
ability to be a spatial effect as well as a dynamic play across 
architectural surfaces. Figure 38: Evanescence experiment one, Evanescence over an hour.
Experiments
52 Figure 39: Evanescence experiment one, Evanescence over the course of a day.
53Figure 40: Evanescence experiment two.
54 Figure 41: The Weather Project by Olafur Eliasson.
Atmosphere investigates the ability of light to create different 
moods within interior architecture. This technique has the 
strongest links regarding the experience of interiors.
The full title of Plummer’s chapter is Atmospheric Silence 
referring to the suffusion of light with a unified mood,49 
as seen in The Weather Project installation by Olafur 
Eliasson. Atmosphere in this regard speaks of the pervading 
tone of a place, situation or creative work.50 Plummer 
highlights through architectural examples the effectiveness 
of Atmosphere used through reducing forms and surfaces 
to a refined palette of similar colours and materials.51 
This technique brings forward the pervading qualities of 
Atmosphere, often a subtle glow, vibrant with modulations.52 
Spectators only grasp a moment of these modulations with 
each experience of the space,53 succinctly expressed as ‘first 
hand perceiving’54 links to the immediacy and temporal 
nature of natural light. 
2.9 Atmosphere
Experience Experience Form Form  Form Space Space
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Millet and Plummer both discuss Atmosphere of place. 
Natural places have an inherent Atmosphere and creating 
interior spaces involves successfully adapting this natural 
Atmosphere to an interior one so that the space fits its 
location.55 Tadao Ando’s Church of the Light successfully 
incorporates a Japanese love of frail light and the beauty of 
dim or dark places.56 Millet places more emphasis on the 
relationship between light and place in creating Atmosphere, 
where Plummer is more focused solely on the interior result. 
Millet is also concerned with task based Atmosphere. The 
articulation of light within interior architecture must also 
consider the activity of the space.
Figure 42: Church of the Light by Tadao Ando.
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Where Ando’s Church of the Light is an Atmosphere 
of shadow and darkness, the Galician Centre creates an 
Atmosphere of lightness. All upper surfaces are coated with 
white-painted plaster, the floors clad in polished white 
marble.57 Light reflects off these predominantly hard yet 
muted surfaces creating pale illuminations which fade 
into shadows around transitional elements of doors and 
windows.58 The controlled views and varying intensities 
of light are modulated to form a continuous architectural 
promenade.59 The reduction of form and playing on the 
importance of a few key textures allows for a cohesive 
Atmosphere permeating the whole of the interior. This forms 
an example where Atmosphere is enhanced by a refined 
material palette of similar tones.
Figure 43: Galican Centre Alvaro Siza.
Case Study: Galican Centre (1993)
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Experiments in the previous sections have already started to 
reveal qualities of Atmosphere. First, a space was designed 
to articulate Plummer’s notion of Atmospheric Silence, again 
testing the muted material palette. Being conscious of the 
fact that Atmosphere is hard to design without programme 
and place, it is proposed to take two contrasting ‘moods’ – 
elation and oppression, and create these spatially through 
the use of light. 
The Atmosphere of Elation, (figure 45) was identified as a 
momentary emotional response, resulting in this quality 
only being present in part of the image. 
Contrasting this, the Atmosphere of Oppression (figure 46) 
was seen as a blanketing emotional response resulting in the 
pervading darkness over the image.
 
Figure 44: Atmospheric Silence.
Experiments
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Creating spatial atmospheres through the use of light 
drew a link between emotional connotations for the words 
describing the Atmosphere and the way light is applied to the 
space. This emotional connection suggests this technique 
has the strongest influence on an occupant’s experience 
of space. The link between the Atmosphere created in a 
space through light and the connection to place has been 
identified through the literature. Therefore the application 
of Atmosphere to an interior becomes clearer with more 
strongly defined parameters.
Figure 46: Atmosphere of Oppression. 
Figure 45: Atmosphere of elation.
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2. 10 Towards Interior Application - Chapter Summary
In commencing these studies each technique was viewed 
as the appearance of light within space. However close 
examination revealed that consideration of these techniques 
can contribute to the production of space. From these 
investigations it is proposed that this Vocabulary of Light 
can be used in different areas of designing space to heighten 
the articulation and experience of light within the interior. It 
has been demonstrated that the techniques of Luminescence, 
Atomisation and Veils have a strong connection to materials, 
allowing surfaces and forms to strengthen the effect of light 
in interior architecture. The qualities of Procession and 
Canalisation while serving quite different purposes both aid 
in the organisation of space, creating connections between 
different areas of the interior, and the physical experience 
of inhabiting space. Atmosphere and Evanescence are 
strongly concerned with the emotional experience of space, 
these techniques are applied to space to create evocative 
environments suited to the programme of the space.
The distinctive conditions of these techniques means that 
one technique cannot provide enough information to 
generate an entire intervention. For instance the technique 
of Evanescence while integral for examining patterns of light 
and creating spaces which respond to them, does not deal 
with the materiality of these spaces or the way people move 
within them.
The translation of these techniques to interior application 
was approached in several ways, the weaknesses of which led 
to the development of a design framework. This framework 
is a natural light focused design method, providing guidance 
to when and where each technique could be applied in the 
design process. The techniques examined were viewed as 
equally valid and therefore seemed challenging to create 
one interior which expressed them all. By considering 
them at different stages in the design process they can be 
given strength in different ways. In addition to this, some 
invited different aesthetic styles leading to a concern that 
applying them all in one project would create inharmonious 
space. The following chapter describes the framework in 
more depth and demonstrates its application to interior 
architecture.
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Light Framework
64
This chapter is concerned with how to apply the previously 
discussed Vocabulary of Light to interior architecture 
through the use of a design framework. It will discuss the 
proposed methodology and application of the framework, 
and the context in which it will be tested. Following this two 
sited applications of the framework will be presented.
The framework is formed by taking a linear design process 
and intersecting it with the Vocabulary of Light and Millet’s 
sections (Light Revealing Form, Space, and Experience) from 
the previous chapter. Christopher Day is also included in this 
framework, contributing questions to consider through the 
design process. Day’s inclusion strengthens the articulation 
of light with the aim that an increased mindfulness of 
light in space assists our wellbeing. Some elements in this 
framework will be common across all projects, while others 
will vary depending on the project requirements. 
It is proposed that interventions conceived using this 
framework celebrate the experience of natural light. They 
aim to create a mindfulness of light and space, and a 
subconscious renewal of wellbeing through inhabiting these 
spaces.
3.1 Introduction
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Figure 47: Light Framework
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The first step in the framework is Site Analysis, focused 
purely on the relationship between light and site. From 
the Vocabulary of Light, Evanescence is applied here as the 
movement of light over time responding to the existing 
rhythms of light on the site. Atmosphere is also considered 
here in considering the existing Atmosphere within the site. 
This step considers Day’s question “what mood supports 
this?” as a further consideration of Atmosphere. Evanescence 
may also indicate the position of interior spaces in response 
to the existing patterns of light.
3.1.1 Implementation of Framework
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This framework takes the approach of planning the overall 
layout of the project thr ugh light before detailing the 
interior experiences of each space. This stage is titled Scripting 
the Journey. Here Procession is used primarily to  inform 
architectural elements to channel light, guiding movement 
through space. Canalisation may also be used here, 
transmitting light from the perimeter to interior spaces. In 
support of this “what spatial gestures or experiences support 
this?” from Day is considered in guiding the architectural 
experience to respond to the project specific Atmosphere. 
The following apartment interventions begin at the existing 
entrance and use Procession to create a spatial journey that 
will guide the occupant through subsequent spaces. 
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The final stage Interior Experience focuses more on the 
individual spaces. Here the programme related Atmosphere 
is considered for each space. This is responded to by three 
techniques; Atomisation, Veils and Luminescence which 
inform the material choices for each space. Day questions 
“what forms and materials embody this?” again ensuring 
that the material choices of the project support the proposed 
Atmosphere. 
While the broadness of the framework leaves it open to 
application across all typologies, this research tests the 
framework only within the domestic interior. Domestic 
space is arguably the most intimate space we experience 
and where we spend a large proportion of our time. The 
programme of an apartment provides the design with 
multiple spatial requirements but at an intimate scale.
Technological innovations allow for the fabrication of glass 
box apartments where all walls are treated in the same 
manner regardless of occupation or interior function. 
Further, technology allows for comfortable dwellings in 
regard to light, heat and humidity, but we gain this at the 
expense of experiencing the ever-changing rhythms of 
nature, particularly seasonal variations. In testing this 
programme, the framework is applied within two existing 
apartments anticipating that the constraints of the envelope 
will provide useful challenges for the design intervention 
to work within. More than one application was desirable 
to examine the framework’s appropriateness for designing 
interior environments. The two sites Rostrevor House and 
The Wellington provide different existing constraints and 
3.1.2 Context
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interior quality. These sites were viewed as ‘light boxes’ in 
which the interventions filter and redirect light to enhance 
experience. Intervening within existing sites requires the 
design to respect the current programmatic elements of the 
apartments. 
In the following interventions, techniques of light are not 
specifically aligned with programmatic requirements of 
domestic space. Attempting to align natural light techniques 
with the programmatic requirements of each room would 
have provided an interesting structure to follow, however 
the framework has instead been organised around stages of 
the design process. 
As these interventions are the first testing of the design 
framework they lack a full sense of development including 
the inhabitation of the spaces. These interventions are 
primarily concerned with using the Vocabulary of Light to 
inform the layout of the apartments and the materiality of 
the spaces.
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Figure 48: Rostrevor House location within wider Wellington context. 
Note: not to scale.
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3.2 Rostrevor House
The first application of the design framework is found on 
the seventh floor of Rostrevor House, located on the corner 
of Vivian and Marion Street in central Wellington. Built in 
1965 the seven storey building originally housed a printing 
company. In 2014 the building is occupied by apartments, 
above the first and second floor. The current occupants 
of level 7 utilise it as their personal apartment, with an 
illustration studio and a guest apartment. The apartment 
intervention will occupy the same footprint as the existing 
apartment in the northern end of the floor.
Built using the latest technology for its time the lift-slab 
building method is markedly different from its neighbours 
in the Cuba St area. This construction method enables the 
windows to extend fully to the ceiling instead of being 
stopped by a structural beam overhead. The spandrel 
panels which run underneath the windows are made of 
reinforced concrete as are the columns and structural walls. 
The building has a structural core housing the passenger 
lift, goods lift, stairs and two bathrooms on each floor. The 
building is currently “yellow stickered” and is planned to 
undergo earthquake strengthening. These plans include 
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4. Kitchen
5. Bathroom
6. Lounge
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Figure 49: Level 7 Rostrevor House, showing area of intervention.
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modifications to the ground floor and K bracing one floors 
one through to six. As bracing will not be applied to the 
seventh floor the light will not be affected on this floor.
The site has windows on all four sides creating a 
homogeneously illuminated interior which the occupants 
report is often overlit. The windows in Rostrevor House are 
approximately six years old, constructed from aluminium 
profiles and laminated. These windows are not double 
glazed and in some areas have been covered with a film 
which blocks solar energy to aid in heat retention and reduce 
glare. The protective film is tinted slightly blue creating a 
marked difference in the quality of light that comes through 
the window and tints the view out of the windows. The only 
method that the occupants use to modify the light in the 
interior is through semi-opaque blinds. These are often 
adjusted multiple times throughout the day to control the 
daylight. (figure 56)
Existing Natural Light
Figure 50: Rostrevor House North elevation. Location of 
apartment is highlighted
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Figure 51: Sunpath diagram for the Rostrevor House site. Note: not to scale.
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The northern exposure of this site results in it having a strong 
daily shift in the quality of sunlight while maintaining high 
levels of daylight in the space. This consideration of existing 
Evanescence invites the positioning of spaces to respond to 
the changing position of sunlight. The existing Atmosphere 
of this site is one of vibrancy and lightness. 
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1. Entrance
2. Bedroom
3. Entertaining 
4. Lounge
5. Kitchen
6. Dining
7. Bathroom
8. Study
9. Laundry
1.
2.
2.
3.
6.
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9.
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0 1 2 4 6m
Figure 52: Proposed floor plan for Rostrevor House intervention.
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Figure 53: The design process, organising the spaces of the project and 
applying materials to them to enhance the experience.
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The new apartment for Rostrevor House is to include 
two bedrooms, an office, a bathroom, space for a laundry, 
kitchen and dining area, an open entertaining space 
and a more private lounge. The large footprint of this 
apartment provides opportunity for two separate areas 
of social interaction and the intervention shall seek to 
differentiate them in terms of their response to light. 
The new floor plan aims to align spaces within the 
apartment with existing conditions of daylight. From the 
entrance there is a journey through open inviting shared 
spaces, with more intimate private spaces clustered around 
the perimeter. The consideration of Evanescence led to some 
spaces being positioned to best capture a specific quality of 
light. For example the bedrooms were positioned to capture 
the morning sunlight
3.2.1 Design Intention
Figure 54-56: The current interior of Rostrevor House: top - the existing 
lounge, middle - western outlook, bottom - blinds to adjust light in the 
apartment.
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Apertures around progressive doorways increase the amount of light. 
Canalisation brings light into this internal space, and Procession creates 
focal points encouraging the occupant forwards.
Figure 57: Entrance, three doors.
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Afternoon light, drawing the eye to the right, a small beam comes from 
the left. Hierarchy through Procession identifies two opportunities for 
movement at this point, the primary one pulls the occupant towards 
shared spaces. Canalisation brings light into the space from an 
unexpected point. 
Figure 58: The first moment inside.
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Figure 59: Looking to entertaining.
Cooler morning light diffuses through the space. Procession creates a 
focus of the furthest point in the apartment.
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Figure 60: Looking to kitchen and dining.
Considering the same area under afternoon light shows consideration 
of Evanescence. A strong focus created through light guides occupant 
through to the kitchen and dining area.
Time: 03.00pm 
Date: 21.12
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Figure 61: Looking towards Study.
Light glows faintly through the screens, the Processional qualities are 
dimmed indicating these are more private spaces. Canalisation brings 
light to this internal space through a frosted glass wall.
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Adding materiality to the previous representation of this space uses 
Luminescence to strengthen the play of light across smooth, opaque 
surfaces. The contrast of timber captures the brightness of the sunlight 
enhancing the main focus of the space.
Figure 62: The first moment inside. (refer figure 58)
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Figure 63: Looking to entertaining. (refer figure 59)
Veils diffuse light to glow through frosted glass screens in the morning 
and the stronger afternoon light to form a rhythmic guiding pattern of 
light enhancing the Processional qualities of the space.
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Figure 64: Looking to kitchen and dining. (refer figure 60)
Late morning light enhances the established rhythm of light through 
Procession and shadow which guides towards the kitchen and dining 
area. Luminescence through timber enhances the vibrancy of the 
sunlight.
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Date: 21.12
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Figure 65: Looking towards Lounge. (refer figure 61)
Translucent Veils bring borrowed diffuse light from the study through 
frosted glass into the lounge. This creates a soft glow of natural light 
within a quiet enclosed space. 
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Figure 66: Bedroom.
Positioned to capture the direct morning light, Luminescence through 
timber veneer panels captures the light warming the space.
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Figure 67: Bathroom.
A uniform wash of light, faint Luminescence through catching the 
texture of the slate tiled wall, calming and serene.
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Figure 68: Study.
Slightly translucent acrylic Veils create soft modulations of light, and 
a faint Luminescence within the panels. A subtle use of Evanescence 
keeping awareness of the light in the space.
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3.2.2 Outcome - Reflection
This intervention captured the vibrancy of a site with a large 
exposure to sunlight. The rendered perspectives hint at the 
intensity of light in this site, but only capture moments of 
the interior experience. 
Interestingly, the design response chose to maintain the 
bright levels of light in the apartment. This is in contrast to 
some of the experiments in the Vocabulary of Light which 
viewed dimly lit space as desirable.
Formally, the intervention was largely formed of screens 
designed to filter and redirect light. These screens were 
positioned within the apartment to create a Procession of 
light and to define spaces within the apartment. 
This brief examination of the intervention will be expanded 
upon in a reflection following the second intervention.
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The second site to test the framework is The Wellington 
apartment complex on Cuba Street, and follows the same 
process as Rostrevor House. This intervention occupies one 
of the two storey apartments located across the seventh and 
eighth level of the building. 
Built in 2007 the section of the building housing the two 
storey apartments contains twelve apartments. The layout 
of these results in each apartment having windows on 
only one or two facades. The apartment in which this 
intervention takes place is located on the south west corner 
of the building resulting in it having a strong afternoon sun 
light but an overall diffuse day light that changes slowly 
throughout the day. Overhanging balconies on the second 
floor mediate the amount of light in the lower level. The 
windows primarily are floor to ceiling on each level and 
vary between sliding doors onto balconies and windows. 
These windows are double glazed with aluminium framing. 
The apartment block receives overhead light from three 
skylights in the roof. These are placed to transmit light into 
the area circulating between apartments. The apartment 
investigated has one of these skylights positioned directly 
3.3 The Wellington
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Figure 69: The Wellington location within wider Wellington context. Note: not to scale.
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above its entrance, the second floor has a window opening 
onto this space allowing this natural light to reach into the 
interior spaces. 
The south facing outlook of the site has a direct relationship 
to the quality of light in the interior. The configuration of 
the apartment as part of a larger floor plate results in it 
receiving early morning sun only in the height of summer. 
There are sufficient amounts of natural light in the interior 
at most times of the year but the winter months remain 
quite dim. Windows positioned only on the south and west 
facades challenge interior architecture to respond to limited 
conditions of light and extend its effects throughout the 
whole apartment.
Existing Natural Light
midwinter
midsummer
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Figure 70: Sunpath diagram for The Wellington site. Note: not to scale.
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104 Figure 71: The Wellington exterior.
Using Evanescence to consider the existing patterns of 
light in the site showed a low level of diffuse light present 
in the apartment throughout the day. This site has a much 
lower change in the quality of light over a day because of 
its southern exposure. The existing Atmosphere of the site 
is quite tranquil as a result of the subdued lighting quality. 
These existing qualities are markedly different to the 
previous intervention of Rostrevor House
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Figure 72: (above) The space where the intervention will be located, 
showing the existing floor plan. 
Figure 73: (right) The existing floor plan of the apartment. 
First floor
Ground floor
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0 1 2 4 6 mFigure 74: Proposed apartment floor plan.
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Figure 75: The design process, layers between organising the spaces of the 
project to applying materials to them to enhance the experience.
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This design aims to celebrate and respond to the diffuse, 
subtle shift in day lighting present in the apartment over the 
course of the day. The new apartment for The Wellington is 
to include three bedrooms, an office, two ensuite bathrooms 
and one separate bathroom, space for a laundry, kitchen 
and dining area, an open entertaining space and a reception 
area. This reflects the current programme of the space. This 
apartment has a smaller footprint than Rostrevor House but 
its separation over two floors creates distinction between 
public and private areas. This design also responded to the 
different spatial quality generated by an apartment spread 
across two floors – a different dynamic to the previous 
intervention.
The existing plan of The Wellington apartment proved 
to be logical and effective given the existing boundaries. 
Thus, this intervention became more about enhancing 
the experience of light within this existing layout through 
adjusting materials and formal elements.
3.3.1 Design Intention
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Figure 76-78 The current interior of a typical apartment in The Wellington. 
Top: bedroom, middle: a south facing lounge, bottom: lounge and kitchenette.
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Figure 79: Outside Apartment.
The door is bathed in light. Procession creates a focus drawing the 
occupant forwards, at this time direct sunlight enhances the focus. 
Canalisation brings this light from above through a skylight.Write Brief
Site Analysis
Script journey 
Interior Experience
Atmosphere
Atmosphere
AtmosphereEvanescence
EvanescenceProcession Canalisation
Atomisation Veils Luminescence
What should the project say?
What should the project say?
What mood supports this?
What spatial-gestures or 
experiences support this? 
What forms and 
materials embody this?
Time:10.00 am
Date: 21.09
111
112
Figure 80: Entrance, reception space
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Light washes along the right hand wall, drawing the eye into the 
apartment. Opaque screens filter the light and cast intriguing patterns 
across the ceiling.
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Figure 81: Downstairs Hallway.
Procession creates focal points at the end of the hallway and top of the 
stairs to indicate different pathways. The upper pathway is stronger 
guiding the occupant upstairs to shared spaces.Write Brief
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Figure 82: Entrance, reception space. (refer figure 80)
Luminescence of slightly textured reflective wall surfaces enhances the 
wash of light.
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Figure 83: Downstairs Hallway. (refer figure 81)
Translucent Veils of frosted glass of the internal bathroom wall 
enhance the downstairs focus point by casting intriguing reflections.
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Figure 84: Upstairs. 
Procession separates the open space into distinctly different qualities 
of light to organise the space. Translucent glass Veils prevent spaces 
from being visually isolated while still allowing degrees of separation 
through light.
Time:11.00 am
Date: 21.09
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Figure 85: Bathroom.
Interior Experience
VeilsAtmosphere Luminescence
Time:12.00 pm
Date: 21.12
Semi translucent glass Veils increase the amount of light in the 
internal space. These curved walls allow light from the south west 
windows to gradually wash along them.
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Figure 86: Study.
Slightly translucent acrylic Veils, modulate light creating a soft glow 
and slow modulation of light in the space.
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Time:11.00 am
Date: 21.12
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3.3.2 Outcome - Reflection
When commencing this intervention, the site analysis 
through Evanescence indicated a much more tranquil 
environment and Atmosphere. This is largely a result of the 
south facing site with less direct sunlight.
Interestingly, this intuitively invited different techniques. 
Where Rostrevor House used Luminescence to highlight the 
vibrancy of the site, The Wellington used Veils of varying 
transparencies to enhance the tranquil environment and 
extend the limited amount of light through the space.
The extensive use of these Veils results in intriguing patterns 
of light being reflected and refracted upon surrounding 
surfaces. These were enhanced by the introduction of 
curved geometries which produced a different wash of light 
than rectilinear forms.
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3.4 Reflection
The interventions into Rostrevor House and The Wellington 
were well conceived in the layout of spaces but lacked a sense 
of detail and inhabitation. While all stages of the framework 
‘Site Analysis’, ‘Script Journey’ and ‘Interior Experience’ 
were considered, the interior experience could have been 
developed further to achieve a more poetic representation of 
space. Other issues that arose in the design were concerned 
with the intervention sites and the representation of the 
interiors. Also noted was a diminished response to daily and 
seasonal rhythms of light in the interior spaces. While these 
rhythms were considered in Site Analysis they were lost in 
the final representation of space.
This design research recognises that there is a final layer 
of inhabitation which occurs once space is occupied. This 
has not been fully considered thus far, but it is proposed to 
consider how the inhabitation of space can be influenced by 
natural light in the next application.
As discussed previously, the digital representation of daylight 
is not an entirely accurate depiction. This has resulted in a 
disconnect between the aesthetic poetic qualities explored 
in the Vocabulary of Light and the manifestation of these 
within apartments created using the design framework. 
Juhani Pallasmaa speaks of this disconnect in The Eyes of 
the Skin; our extensive reliance on computer aided design 
(CAD) creates a distance between the maker and the object.1 
3DS Max software which averages the luminance of the sites 
results in a lack of understanding of how the space would 
appear under inclement conditions, this is recognised as a 
limitation to the representation of these designs, and the 
understanding of natural light.
It was initially viewed that the existing apartment envelopes 
would provide positive constraints for the intervention 
to respond to. However, these envelopes have ultimately 
weakened the response to the framework. Whilst this is an 
interior architecture proposition it is proposed that there 
needs to be a strong level of control over the spatial envelope 
to truly articulate these techniques of light. 
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The apartment interventions illustrated that the framework 
is focused more on the overall conception of the design and 
less on the design of intimate interior spaces. In seeking to 
refine the framework each technique used in the framework 
has been critiqued in response to its use within the apartment 
interventions. Techniques that performed well within the 
interventions were Atmosphere, Evanescence, Procession, 
Veils and Luminescence. Less successful were Atomisation 
and Canalisation. These will be discussed further in line 
with their corresponding stages of the design framework.
The design process is inherently intuitive which creates 
difficulty in classifying different techniques into separate 
steps of a process. In reviewing the interventions it is 
noted that there were definitely moments where an aspect 
of Procession was conceived with an idea of its materiality 
already imagined. Acknowledging this questions the 
current position of the design framework and its ability to 
be separated as it currently is.
Reflection on Framework
Site Analysis 
Evanescence is the most important light technique to employ 
in responding to the daily and seasonal rhythms of daylight. 
Using it in site analysis to focus on the relationship between 
light and site was useful in organising and locating the 
interior spaces. It was considered strongly in site analysis 
but less so in designing the intimate interior experience 
of spaces. Evanescence also gave an understanding of the 
existing Atmosphere of the site. Responding to a dynamic 
shift in light over a day in comparison to a subdued diffuse 
light that changed slowly indicated different atmospheric 
qualities which materials and form would respond to. 
Journey
The interventions have employed Canalisation in small 
moments but not as an overall creator of space. This 
technique is still seen being important to the design of 
space within larger scale interventions with deep interiors. 
Procession has been used at multiple scales within the design 
interventions. It has proved beneficial in organising spaces, 
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encouraging movement and guiding the occupant through 
the apartment. Further it has allowed each interior space to 
have a focus ensuring a degree of variation in lighting in the 
interior. 
Experience
Atomisation was not expressed in either of the design 
interventions. Potentially this reflects on the similar natures 
of Atomisation and Veils as both screen spaces within the 
interior. Luminescence was successful in strengthening the 
qualities of light established in the journey phase of the 
framework. Its ability to enhance the play of light within 
a material was beneficial to the apartment interventions. 
Luminescence also created stronger focus points and 
moments of contrast within spaces. In comparison to this, 
Veils were also seen to strengthen the qualities of journey 
but in a more subdued manner. In many cases it functioned 
as a form of Canalisation allowing light to partially transmit 
through what would traditionally be conceived as a solid 
wall. The quality and the design of Veils and Luminescence 
could be extended further to enhance the poetic qualities 
created by materials.
Potentially the framework should have been critiqued 
after the first intervention, but it was valuable testing it 
more than once to discern which issues were related to the 
framework and which were related to a specific site. This 
discussion directly informs the method of enquiry for a 
further space designed through natural light. This space 
considers the Vocabulary of Light intuitively, and aims to 
acknowledge rhythms of light more successfully. Further it 
seeks to engage more with the traces of inhabitation present 
in domestic space.
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End Notes
1 Juhani Pallasmaa, The Eyes of the Skin: 
Architecture and the Senses, 1 edition (London : Lanham, 
MD: Wiley, 1996), 14.
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Towards the Poetic
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The next design acknowledges the previous reflection to 
further investigate natural light. While the use of real sites 
in the previous chapter was useful, in this chapter site 
constraints are removed to pursue a further understanding 
of Vocabulary of Light. This articulation of light acts as a 
‘design conclusion’ for this research.
This design does not follow the previous chapters’ 
framework, but takes the knowledge gained throughout 
this research and responds intuitively. The Vocabulary of 
Light comprises thousands of combinations, therefore it 
is important to note that this chapter presents only one 
articulation of light as the response to a specific spatial 
activity. 
Firstly a programme will be selected. Retaining the context 
of domestic space a ‘transitional space’ between the exterior 
environment and the domestic interior is chosen. This 
threshold is selected as the previous apartment interventions 
began at the apartment entrance using Procession to create 
the journey through the following spaces. 
This space will be tested across daylight hours at the summer 
and winter solstices’ and the equinox. The designed space 
will be tested with different orientations to best achieve 
the desired quality of light. Again these representations 
are the result of digital calculation. This testing seeks to 
gain a deeper understanding of how the space will appear 
throughout the day, so as to better address the inhabitation 
of the space.
4.1 Method of Enquiry
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Previous design experiments noted light from 
above produced a more dynamic environment. This 
responds to Evanescence inviting a fluctuating quality 
of light which will enhance the transitory activity of 
an entry space.
These overhead apertures bring light into the space 
without being entirely apparent to the occupant. 
This subtle use of Canalisation provides both diffuse 
daylight throughout the day, and passing rays of 
sunlight.
The passage features two larger apertures at either 
end. Procession ensures that regardless of whether the 
occupant is entering or exiting the space, light creates 
a focus point to entice them forwards.
Following the spatial layout, materials will be addressed. 
The solid walls used to create the transitory light in the 
space indicated that this would be explored through 
Luminescence. A range of materials are examined 
through 3DS Max digital representation, the scope of 
this research does not allow for an exhaustive material 
investigation so the materials here are predominantly 
those mentioned within the Vocabulary of Light. It is 
desirable that materials will enhance the established 
passage of light within the space, highlighting moments 
where light, especially direct sunlight touches the 
surfaces. Final materials will be selected to suit a 
domestic setting. 
After selecting the materials for the space a small 
investigation into inhabitation will be made. Responding 
to the domestic programme of the space, furnishings 
that may be present in this space are considered and 
their placement within the space influenced by the 
passage of light. This final investigation also seeks to 
imbue the representation of space with a stronger sense 
of Atmosphere through combining digital rendering 
techniques with hand drawn and digital overlays.
4.2 Transitional Space
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137Figure 87: Orientation, plan, section for final light application.
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Figure 88: Change in light over the 
course of a day across seasons.
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Figure 89-91: Composite images created by overlaying images from the 
previous pages. These demonstrate the seasonal change in intensity of light
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Figure 92: Material test one
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Figure 93: Material test two
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Figure 95: Material test four
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Figure 96: Material test five
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151Figure 100: Inhabited space, Entrance      6pm 23/12  
152 Figure 101: Inhabited space, moving through the transitional space
      3pm 23/12  Also shown, diagrams of light over this day
153Figure 102: Inhabited space, moving through the transitional space
      2pm 23/06
154 Figure 103: Inhabited space, Exiting the space.
 3pm 23/06   
155Figure 104: Inhabited space, Exiting the space.
 7am 23/09
156 Figure 105: Inhabited space, Looking towards the exit.
 9am 23/12   
157Figure 106: Inhabited space, Looking towards the exit.
 3pm 23/09   
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This application sought a more developed consideration 
of light in space. Focusing on one interior space allowed 
a more considered articulation of light and sense of 
inhabitation. As previously discussed the apartment 
interventions considered the organisation of space more 
than the materiality and experience of interior architecture. 
This final application maintained a consistent consideration 
of light – first in the construction of the space and secondly 
in the material considerations.
Methodology
This application responded well to daily rhythms of light 
through employing Evanescence – a quality which was 
lacking in previous interventions. Using the Vocabulary of 
Light intuitively to generate interior architecture allowed 
deeper understanding of these techniques. This intuitive 
understanding was only achievable after the earlier 
explorations.
Formal Investigation
The absence of existing envelope in this application allowed 
more control over the quality of light. The form created for 
this application was determined by the desired quality of 
light suiting the programme of transition. Creating a form 
to generate a specific quality of light was more successful 
than mediating an existing quality of light within a site. 
Further development of this research would use the same 
methodology to investigate other programmes within 
domestic space, as well as exploring other typologies and 
scales of programme. Similar to the previous interventions 
this application employed an orthogonal design language, 
responding to Plummer’s sentiments of employing restraint 
in reducing forms to heighten the Atmosphere of light. It is 
important to note that this application of light within an 
isolated space lacks adjacent spaces and a sense of context 
which ultimately would impact the quality of light in a fully 
realised interior space.
4.3 Transitional Space - Reflection
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Representation
Consistently representing this space at each hour over 
the course of a day showed a greater consideration of 
Evanescence than previous interventions. However, the 
beauty of natural light may be best experienced through a 
chance moment, and these representations are by no means 
exhaustive. Part of the beauty of these chance encounters 
lies in their often unexpected manifestation, evidenced in 
some images presented with light appearing along walls 
unexpectedly. 
 The inclusion of physical and digital overlays of the computer 
generated render introduced another layer of experience to 
these representations. Furthering the poetic quality of the 
space enhanced the experience of light within the space.
The poetic manifestation of light presented here 
demonstrates an intuitive application of the research 
gained through the Vocabulary of Light. Illustrating just one 
possibility of this methodology it successfully furthered the 
understanding of articulating natural light.
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 Conclusions and Reflections
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An understanding of natural light is a key concern for 
the discipline of interior architecture. Through design 
interventions this research has explored a small segment of 
the possibilities generated through the Vocabulary of Light. 
The initial background explored in the Vocabulary of Light 
provided an understanding of natural light, expanded upon 
through design experiments. To further this understanding 
and communicate an ability to use the techniques discussed, 
the design of domestic space showed the translation from 
basic understanding to interior application. Only in applying 
these techniques to space does one fully understand their 
contribution to space. This chapter discusses the outcomes 
generated in this research and presents further opportunities 
for the study of light within interior architecture.
Research Outcomes
This research commenced with seven natural light techniques 
which could be employed in interiors. Applications of these 
found that these qualities are rarely isolated from one 
another. They overlap, inform each other, and inherently 
result in a multi-layered formation of light in space. This 
forms one critique of the earlier design framework which 
sought to categorise light into distinct stages. Despite this 
critique, using the design framework was useful in gaining 
an applied knowledge of the Vocabulary of Light and 
furthering the understanding of natural light.
The design interventions have found that a consideration 
of light in interior architecture is wholly entwined with 
the materials of the space. There are two ways that light 
and materials interact. Firstly;  the finish of the material 
(smooth, polished, rough, distressed) alters the passage of 
light across the material. Secondly; material reflectance or 
absorbance light. Reflective or light colours lighten space 
overall whereas dark, non-reflective surfaces absorb light 
and darken space. 
This research sought to increase the connection to rhythms 
of nature through an awareness of daylight patterns. 
Primarily this was achieved through considering the quality 
of Evanescence in spatial design. It was found that light 
from above creates a dynamic transition as expressed in the 
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final design articulation. Generally light from above allows 
changing daylight over the full course of a day, while 
vertical apertures create shorter moments of light, creating 
a beauty gained through experiencing a moment.
Digital simulation and representation was useful in 
examining daily and seasonal qualities of light. It would 
be impossible to achieve this through physical modelling. 
However the standardisation of this representation 
diminishes the complexity of natural light experienced 
physically. Further development of this research would 
benefit from the use of scaled physical models in testing 
both formal outcomes, and the interaction between light 
and materials.
This research has found that articulating light to support a 
specific programme is easier when there is a high level of 
control over the exterior envelope. Design within existing 
envelopes involved selection of materials to enhance an 
existing quality of light rather than responding to the 
requirements of the new interior.
Further Opportunities
The articulation of light is a concern of all interior 
architecture propositions. The techniques and methods 
used throughout this research are not restricted to domestic 
space. As seen in the Vocabulary of Light through case 
studies these techniques have already been articulated 
successfully in a range of typologies. The findings here are 
applicable for new constructions and also for interventions 
within existing buildings. The examination of domestic 
space demonstrated small scale interventions, further 
investigations examining interiors of other scales would 
further the understanding of natural light. For example 
Canalisation would be a valuable technique in larger 
projects. 
The relationship between light and inhabitation has been 
touched on through this research. Some spaces have begun 
to address this, mainly through placement of permanent 
fixtures (i.e. bathrooms) rather than soft furnishings. While 
the final design sought to address elements of inhabitation in 
relation to natural light this could still be developed further. 
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Considerations of inhabitation and furnishings could form 
the beginning of further light focused design research as 
opposed to beginning from programme.
The design interventions within this research have 
predominantly employed an orthogonal design language. 
Investigating a more organic design language would 
produce different qualities of light and involve different 
considerations of materiality and surface finish. The manner 
in which light washes along a curved surface would produce 
a markedly different effect to a flat surface.
The strong link between light and materials has been 
discussed, but this area provides numerous opportunities 
for further research. The relationship between light and 
colour, or light and patterns for instance has not been 
investigated thus far. Furthering the investigations into 
transparent  and translucent materials and screens as well 
as considering a wider range of opaque materials creates 
endless opportunities for the articulation of light.
This design research sought to generate an understanding 
of natural light and its applications to interior architecture. 
This research presents a few scenarios of the possibilities for 
articulating light rather than presenting a finite proposition.
The articulation of light is immensely subjective, relying 
on context, programme, form and materials all at once to 
create a brief moment of wonder.
165Figure 107: Inhabited space 
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